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GEO. C. DOBSON. 


A brief sketeh of “The Banjo King,” enventor of the “ Victor 
Banjo,” teacher, composer, ete. 








Gxo. C. Dosson, “The Banjo King” has elevated the instrument 
‘with which his name is so prominently and honorably connected, - 
until it has assumed a position scarcely.second in importance to that 
of any other musical instrument now in use. He found the banjoa 
very crude and unformed creation, owing its existence to accident, 
-and cenceived only to filla very humble sphere. Seeing its possibil- 
ities, he directed his musical skill, and inventive genius to its im- 
provement, and the results are most marvellous. From the rude, 
unformed gourd of Jo Sweeny, step by step he has elaborated the 

- four stringed gourd of the Virginia canal boat, until to-day, it ap- 
pears in the “Victor” Banjo of the concert stage, and parlor, # 

- triumphant demonstration of the principle of mechanical evolution. 
And the rude picking of the originator of the banjo, on the flat boat 
and levee, can scarcely be recognized in the marvellous execution of 
the Great Baujo Soloist of the Day, Geo. C. Dobson, in the concert 
room,or parlor. Mr. Dobson is accepting a few concert engagements 
of a high order, as none others can afford to pay his prices. He re- 
ceives as much for a concert solo, as any other instrumentalist, and 
justly so, as “there is but one Geo. C. Dobson, and the banjo is his 
profit.” He will play at Tremont Temple, Nov. 10th, and a crowd 

- will g0 to hear him.— Folio, November, 1889. 


PREFACE. 


O apologise for publishing a new book is to acknowledge the absence of any want for it, and 

that is not our condition at the present time. As “there is always room at the top,” so is- 
there always a place for a good book, the more particularly so if it be a text-book, which this un— 
questionably is. In view also of the constantly increasing popularity of the banjo as an element in 
our musical curriculum, and in answer to the daily augumenting demand for “something newer and 
better,” as an instructor, this book has been prepared. Let us hope that it may prove eminently 
satisfactory and fill the required field of usefulness. In which event we will be peculiarly and emi— 
nently justified ; and this is all that we ask or desire. 

Nor do we propose in this place, to forestall the province of the book itself, either by a syn— 
opsis of its intents or any foreshadowing of its methods, till such instructions will be unfolded 
gradually and progressively as the pages increase. And thus will the pupil be led on and up the 
scale of advancement, subject only to the necessary incidents of all scholastic pursuits, the degrees 
of susceptibility of the individual learners and the aptitude of the various teachers who may essay 
its methods. | 

With no further explanation of our book and with no intent to apologise for its presentation, 
we confidently submit it to all who are interested in the study and practice of the banjo, as a work 


in every respect well worthy all those who are interested in its production. 


GEORGE C. DOBSON. 








A FEW BITS OF BANJO HISTORY. 





HIS instrument which is known as the banjo today is vastly different from the crude type 

of its original. ‘Lhere is far more extensive disparity between the old box and strings, or 
the primeval gourd of the plantation negro of a half a century ago and the present perfected banjo, 
than there is between the crude spinet of the old masters of music and the massive concert grand 
piano of today. There is no doubt that the banjo is a product of natural evolution, owing its original 
conception to the accidentally discovered vibration of a tightened string or wire, either in some rude 
golian harp or other similar construction. From the initial stage, progress and advancement are the 
sure products of experiment and accident, until the instrument appears in the perfect form of the 
present day | 

No doubt the “tom-tom” of the Chinese with its compeer as used by the Japanese and other _ 
similar rude constructions, had something to do with its first appearance among our plantation min- 
strels. From this crude type we have evolved the banjo of today and any person who sees one of. the 
quaint oddities with which the typical darky of half a century ago made his popular music and the 
beautiful “Dobson Victor Banjo” of to-day the acme of instruments, cannot fail to be impressed with 
‘the immensity of the progress which has been made. Certainly there is but little left to be accom- 
plished or desired in this direction. 

The present growing interest in the banjo, though of recent conception, is genume and lasting; 
owing to the fact that the instrument itself in its original type offered but slight scope for musical 
display and advancement, as also that, because of this, its use was almost entirely limited to negroes 
on plantations and flat-boats and later on, to their imitators of the original “minstrel” order of per- 
formers, its sphere was limited and somewhat proscribed. But as the instrument itself became 
judiciously developed, its construction improved, its capacities increased, its resources developed and 
its use extended to a higher and a better class. Lovers of music speedily learned to appreciate it as 
it deserved, and asea natural result, the banjo soon became an important factor in our musical 
problem. 

Nor is it in the mere improvement in construction lies all the difference between the banjo 
of the past and present, It is the vast change of method in teaching these differences, and in the 
improved quality of the teachers themselves, and the superiority of the text-books, that the changed 
order of things have come. The old regime which included Briggs, Seymour, Unsworth, Morris and 
others of that ilk, has yielded place to another order of exponents, even as the banjo of the earlier 
days gave place to its far superior successor. The old order of players “twanged” the strings after 
their own sweet will, unchecked by any kind of rules, unswayed by no mere conventionalities and so 
they taught such pupils as came to them for instruction. The banjo artists of to-day “play” their 
instruments, their performances being subject to and controlled by rues as inflexible and exacting as 
any that control and regulate the piano, organ, violin or any other instrument And the text-books 
prepared for its instruction are found on the same model, governed by the samme fixed, scientific 
principles. 


Chapter 


One. 


MUSICAL NOTATION. 





Sounds are represented by characterscalled notes, | 


whose relative length and pitch are described later 
These are written on what is known as 


THE STAFF 


on. 





As every note has_a definite tone or pitch, being ei- 
ther high or low, the sound is indicated by its position 
upon a staff, which consists of five parallel lines, and 
{heir intermediate spaces,the under line being called 
the first line, and the lowest space the first space. 


THE STAFF 


LINES. 


SPACES. 





Each of these lines and spaces is called a degree. 


A note is on the line when the line. passes through 
it, and on the space when between the lines. 


: 


On the 2d line. On the.3d space:>. 


oe 




















—-&- 





When more than five lines are required to desig- 
nate any particular note that is too high or too low 
to be represented upon the staff, we use small lines 
both above and below the staff. These lines are called | 
LEGER LINES, and are designated as the first leger | 
line above, second Jeger line above, &c.,or first leg- 
er line below, second lever line below, &c. 

The first note above the staff is said to be upon 


the space above. » 


Leger lines above. rere 


Spaces above. 


— 








mee below. 
Leger lines below. 


Deed 
a — 
— 


The first note below the staff is said to be upon 
the space below. 


YORE OG 





To determine the location of the letters upon the 


several degrees of the staff, a character called a CLEF 


is used. 


THE CLEFS. 


There are two clefs in common use. THE TREBLE, 


or G CLEF, a which is used for the right hand in 


Piano-Forte or Organ: music, also for all music writ - 


ten for the Violin, Guitar, Flute, Banjo, Accordeon 
Flageolet, Fife and Clarionet. The BASS or F CER 


is ‘ised for the left hand in Piano-Forte. or Organ mu- 


sic, also for the Violoncello, Double Bass, &ce. When mu- 


sic is written for two or more instruments or voices, 


the staves are connected by a BRACE. 


A duet for two violins, or for Flute and Violin, 
would be connected thus :— 


Music for the Piano-Forte or Organ, thus: — 











BARS. . Measures are of several kinds, each one deriving its 
In order to make the necessary subdivisions of time | name from the number of parts in that particular kind 
a short line ealled a bar, is used. of a measure. Thus a measure with two parts is called 


in writing, 
double measure, one with three parts, fraple measwre, four 


| MEASURES. - 


The space between any two bars is called a measure, | © parts, quadruple measure, six parts, sextuple measure. 


TABLE OF THE NOTES AND THEIR RELATIVE VALUES. — 





A Whole Note is equal to 





2 Half Notes 


or 








4 Quarter Notes 
or 
 .&% Kighth Notes 


or 








16 Sixteenth Notes 
or 


32 Thirty- Second Notes. 





THE RESTS. 
| | — | a THE USE OF NOTES AND RESTS. 
_ Every note has its corresponding Rest, denoting Bt xe od 








‘silence or a stop. They. are placed upon any particular 


line or space of the staff, but in such order as best ac- 








commodates the eye,__sometimes being above the staff 


and sometimes beneath, except the whole and half rests. 





A whole rest, corresponding with the whole note in 

respect to time, is’situated under the fourth line. A 
“half rest is situated above the third line. A quarter 
-yest turns to the right. An eighth rest turns to the left. 
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A Tre — above or below two or more notes that have 
the same situation upon the staff, shows that they are to | 
be performed as one note, the duration of which is equal 
to the. time of all combined. 

—= is equivalent to one note, the time of 
: which is eight beats. 





is equivalent to one note, the 
time of which is seven beats, 


is equivalent to one note or five 
beats. 


pT is equivalent to one note or six 
—e- heats 





By combinations of this sort we can express a sound |. 


of any duration required, 


A dot’ pa: a note or rest makes it half as long again. . 


_. , 
ey Prats 


= 


Rests are never tied, but are arranged. one after the 
other until the required time is made up, thus: — © 





When more than one bar rest is required, it is indi- 
eated as follows :— 





Two dots placed after a note or rest makes it three- 
fourths. longer than its actual length thus :— 

















is equal to Ep —a | 





When the slur or tie is placed over or under any com- 
bination of notes that are on different lines and spaces, 
it signifies that they must be performed in a smooth 
and connected manner, which is called a Legato move - 
ment, and is written thus: — 





Dots placed above or below any series of notes in- 
dicate the opposite style of playing, which is termed 
Staccato, signifying in a marked and distinct style, 
represented as follows :— 


Played. 


wee 





When marked in.this manner, each note must be 
made particularly short,and very distinct. 


Written. Played. 





We frequently find the Legato and Staccato move- 
ments combined, which mostly occurs in musie written 
for the violin, and is played by detaching the notes with 


the movement of the bow in one direction, either up or 
down. 





A Triplet is a group of three notes played in. the 
time of two. 


A figure 3 is always placed over or under a triplet. 
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A figure 6 signifies that six notes are to be played 
in the time of four. 














Other combinations of notes are made, and the num- 


ber marked above them, thus: — Third space. 2d leger line above. Space below. Fourth Line. D,&c 


Seven to be played in the time of four. 


The notes upon the lines are 
2) 














SHARPS AND FLATS. 


The pitch of any note may be changed by prefixing 
any of the following characters. 


at A SHARP before a note raises it a Semitone. 


a A FLAT before a note lowers it a Semitone. 





THE SCALE. 


Notes are named after the first seven letters of 
the Alphabet, A,B,C,D,E, F,@. When these notes 
follow in regular succession, they form what is called 
a SCALE. It will be observed that notes of the same 
name or letter occur several times in a regula? scale, 
but always in a.different position on the staff. iv 


| - A DOUBLE FLAT lowers a note a 
THE SCALE. whole tone. _ 
Ce ee . 
é 4 


—— A NATURAL contradicts a flat or sharp. 


ti 


A DOUBLE SHARP raises a note a whole tone. - 


ee or eb restores the single flat or sharp. 


Flats or Sharps placed at the commencement of a 
piece of music affect every note throughout the piece 
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upon the lines and spaces where they are. situated; al- 
so, any other notes of the same letter upon the staff. 

- Any flat or sharp that is not so situated is called 
an ACCIDENTAL. 








Here every F and C are to be made sharp, no mat- 
ter what their situation upon the staff. 





When flats are situated in the same position, the 
effeet is the same as that of the sharps. 


All music is divided into equal portions of time 
‘by perpendicular lines called BARS, and the music be- 
tween any two bars is called a MEASURE. When an 
accidental sharp, flat or natural is prefixed to a note, 
all the following notes of the same name contained in 
the measure are affected by it, thus:-- 


EXAMPLE OF THE SHARP. 
















ee amt nS ES eee ee 
At te |} {|_| +, + — Cy 
(avweroueee  e = Sie eae ee eee ee Es 
Nav, igo" ets of  1lte FU i 









) written. Played. 


EXAMPLE OF THE FLAT. 












_ When the last note of a measure is influenced by an 


accidental flat, sharp or natural, if the next measure 


should commence with the same note it is also affect- 


ed likewise, thus: — 








Written. 


_ Sharps and flats before a piece of music are ealled 
the Signature. 


~ One sharp.Two sharps.Three sharps. Four sharps. 


> Where the ss : 
signature is: 


that sharp is always F FC FCG: 






~FOGD 


Five sharps. Seven sharps. 


Six sharps. 





OpogpaA VYFCGDAE VY FCGDAEB 


One flat. Two flats. Three flats. Four flats. 


' Where the = 
signature is & 


BE - BEA 


that flat is always B BEAD 
Five flats. Six flats. Seven flats. 
BEADG BEADGC BEADGCE 


Thus it will be seen that every note ean be made 
sharp or flat; and therefore the signature which de - 
termines a key, may contain seven sharps or flats. 


TIME. . 
By COMMON TIME, which is expressed by these 


characters (@ and sometimes by the figures z ete., 


we understand that each measure contains musie to the | 


value of four beats, or one semibreve, which is made 
up in time by any combination of notes or rests, . 
thus :— 2 
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The various kinds of Time are indicated by the fol- 
lowing figures. The upper figure indicates the nim- 
ber of. notes to a measure, and the under one the kind 
of notes. 


Common Time. Three-four Time. Two-four. Three-eight. 






This mark > is-used to indicate a particular ac - 
cent;‘or stress. upon a note. Common time, and all oth- 


er kinds expressed by the even numbers * 6 4 &e., 


must be accented upon the beginning and middle of the 
Measure, thus: — | 








These accents are not marked, but are to be under- 
stood; it is only when particular force or stress is re- 
quired to be given to a note that it is indicated by the 


| mark. In. 


; 3 and 2 time the accent occurs only up- 


on the first note in the measure. 








It will be observed in time indicated by the..even 


numbers, that notes requiring bars across the stems - 
are combined in groups. And in : : and 3 they are 
tied together in groups of three. This is not always 
the case, but most generally so. 


’ When the unaceented part of a measure is to receive 
a particular emphasis, it is shown by the characters 
fz, tf, or >, or A, When the weaker part of a meas-. 
ure is made of more importance than the strong,such 
deviation from the regular accent is called Syneo - 
pation. | | | 


EMPHASIS. 


_ Double Bars indicate the end of a strain 
and the conclusion of. a tune, thus:— | 


Dots before or after a double bar, signify repetition. 





When the letters D.C.__which signifies Da Capo— 
are found over a double bar, it signif ies that the first 
part of the piece must be played again before proceed- 
ing to finish the piece. When it is found at the last 
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strain, it implies that we must return and finish with 
the first strain: but,if we find this character, @,which 
is called a PAUSE, over any double bar, it signifies the 
end, or conclusion. The Pause is sometimes for anoth - 
er purpose: that is, when placed over a note or rest,the 
performer must anol upon it,or can introduce an em - 
bellishment, such as he may think proper, for effect. 


This mark is called a SIGN 5S. When it appears 
the second time, it signifies that we are to return to 
where it is first found, and finish at the pause which 
oceurs over the first double bar after it. 


EXAMPLES. 


EXAMPLE. 
| BIS. ] 







jroo eT 2 Tl ste ia || eat | 
Fi es og ee ee ey rr eet 
(ot ee ee oe eo Se re rt 
Ve |e Eee | re 










Pee | op 2 





aa diana written over any number of notes implies — 
that they are to be played eight notes, or an octave high- 
er, until the word LOCO appears, which signifies as 
written. 





First Part. Seeond Part. Fourth Part. Fine. 





Here, we play the first-and second strains when the 
D.C. directs us to play the first part again,which makes 
the third strain; then we skip the second part and pro- 
ceed to the fourth strain, and finish at the pause. 

















AA) SO an Bee eee ee ee Se 

7, a ms ecm Fe ca 
i) 4} JO Si" ey 2 er LE A 

: [epee Bes EEO i 






ABBREVIATIONS. 


When a succession of similar notes is required, we © 
sometimes use the following characters, which are 
termed abbreviations. 


A whole. note with a single dash siemitiee that it is 
to be played as eighth notes. 
() 





“Written. Played. 


A double dash,to be played thus: — 





Sixth Part. 


After playing the first four parts, the 4% appear- 


ing the second time directs us to where it appeared at | 


first, when we play on till we reach the © 


The word BIS placed over one or more bars signi- | 


fies repetition. It is sometimes accompanied with the | 


dots for repetition, or detached lines to indicate the num- 


ber of bars repeated. 





Written. Played. Written. Played. 


OTHER EXAMPLES OF RE EREVIATIONS: 





MATrattedi : 


Played : Written. Played. 
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Written. Played. 


i yer changene? signitice Pepe On 7. A SHAKE (va) is. one of the principal embellish. 
ments of music, if well performed, but should not be 
so frequently and injudiciously used as is often the 
ease. A plain shake is the sound of two. notes put in 
equal motion. A turned shake is composed of three di- 
atonic notes, the first of which is called the prepara- 
tive note, and the last two its resolution. Shakes,and all 


other kinds of Graces, must be played in proper time. 





‘Written. - Played. 


A SWELL —== and DIMINUENDO ==— are 
often united, <<>>the first is executed by commenc- 
ing the note gently, and gradually increasing the tone; 
the second, by commencing with foree and gradually 
diminishing; and when united, it is executed by touch- 
ing the note over which it is placed,at first gently,and — 

by degrees increasing the tone, till it arrives at its 
full pitch, then diminishing it till it falls off to its 
first softness. 


PLAIN SHAKE. 


Pere ef @-F 1 
tas ls 





This character om is called a TURN, and is ex- 
ecuted in the following manner :— 


Written. 






Written. Played. Written. Played. 





; \ , Played. 
There are several kinds of turns: the plain turne:, 
inverted turn \, turn after a dot, &c., which are fully 
explained in the following examples: 
Plain turn. Inverted. Turn after a dot. 
as fos! | Written. 
. .! 2, eee Fo de Tull > Oe 
Played. \ (ry feo®+ —_-— — i" Played. 
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wr 
i 5 
— 3 — a 
He pT 
Preparative. Resolution. 
) te | | 

a we Pe Pe ee Pee eee 
ws a = na 7 
Oa fan ey ee 
ie AMY, ————— ae Pa eee RE 6 

 @ 


APPOGIATURA OR GRACE NOTE. 


The Appogiatura, or Grace note, is a small note re- | 


versed and added to other notes for sake of express- 
ion. Whatever length is given to the small note must 
be taken out of the-time of the principal note imme- 
diately after it. There are two kinds of: Appogiatu- 
ras, the greater and the lesser. 











' ON 

Ys Lo Rae Oe "at “1 
Written, | vA a Ha oa a ee | 
ANSE, Ee ae + i 

The Greater. The Lesser. 

() 

= «ee ee fra “"SEUR RMSE lnerann BES 
Played | ta ey 
NY A OS | a 


















Written. 





Played. |] 7 




















Written. 





Notes are always connected in the most convenient. 
form, for this reason we sometimes observe them in 
this manner : . 





When the last two bars of a strain are marked 1mo 
and 2mo, (that is to be repeated,) it implies that when 
played the second time, the 2mo is to be substituted for. 

the tmo, which is of course omitted. 


fm an 





Played. 


INTERVALS. 


An Interval is the distance from any one tone or 
‘note to the following one. The smallest interval-is that 
of a second. The first-and last notes are included in” 
counting the distance. 


A second is the distance from any one note in the 


_ seale to the next following one. 


; = ey paces ; = eee hae eee | 
- T ~ 


ntervals of a Second: Intervals of a Third. 














or ——— a 


Intervals of a Sixth. 
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It must be observed that the interval of a third is 
composed of three notes, E,F,G, or A,B,C, &c./ the 
intervals of a sixth, of six notes, K, F, G, A,B, C,or F, 
G,A,B,0,D, &e. | 

Some intervals are small, and others large. In the. 


- yegular Major Scale we find tones and semitones in the 


following order : 


3, — te 5, 6, 












9 
1, a) 








db ° 
‘Tone. Tone. Semitone. Tone. Tone. Tone. Semitone. 


A Semitone always between E and F, also between | 
B and C, which are the third and fourth, seventh and 
eighth notes of the scale; this is called the Natural 
Key, (because it has no signature of flats or sharps,) 
or the key of C, because the tones and semitones are 
 egaleulated from the note C. 


TRANSPOSITION OF THE KEYS, OR SCALE. 


When C is taken as t, the seale is to be in its nat- 
ural position; but either of the other letters may be 
taken as 1, in which case the scale ‘isesaid: to ‘be 
TRANSPOSED. As 1 is the basis of the scale, the 
foundation on which it rests,so the letter which is tak- 
en for this sound is called the KEY-NOTE. Thus, if the 
scale be in its natural position, it is said to be in the key 
of C; if G be taken as 1,the seale is in the key of G; if 
D be taken as 1,the scale is in the key of D; and so on 
with the rest of the seven letters; whichever letter is _ 
taken as 1, that letter becomes the key-note of the scale; 


In transposing the scale, the order of the intervals, 
or tones and semitones, must be preserved. Thus, the 
interval must always be a tone from 1 to 2,a tone from 
2 to 3, a semitone from 3 to 4,'a tone from 4 to 5, a tone 
from 5 to 6, a tone from 6 to %, and a semitone from 7 


to 8. The interval from one letter to another is always — 


the same and cannot be changed,— thus, it is always a 
tone from C to D, and from Dto E, a semitone from K 
to F,a fone from F to G, from G to A, from Ato B, . 
and a semitone from B to C. In the transposition of 
the scale, therefore, it becomes necessary to intro - 
duce sharps and flats, or to. substitute sharped or flat 
ted letters for the natural letters, so as to preserve the 
proper order of the intervals, Oe 


__. First transposition by sharps from C to G,afifth 
higher, or a fourth lower. : 
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The same method is followed in all transpositions 
by sharps, viz, the fifth above or fourth below is tak- 
en as 1 of a new key, in every succeeding transposi-- 
thon, and an additional sharp will be required also in 
every succeeding transposition. ) 


To transpose the scale by flats, we take the fourth 
(instead of the fifth) of every new scale. Fis the fourth 
of C; hence it is 1 of the new scale (key of F.) The or- 
der of intervals must be the same in the flat keys as 
in the sharp; hence the B must be made flat. 


THE SHARP KEYS. 
_G MAJOR. 














THE FLAT KEYS. 


F MAJOR. 






BD MAJOR, 


C# MINOR. 
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The difference between the major and minor key is. 
‘a minor third, (three semitones,).The major third con-_ 
tains two whole: tones, (four semitones.) 


EXAMPLE. 
MAJOR THIRD. 





















CHROMATIC SCALE. 





eS se | OY e- 
The third in the minor seale contains one whole 
tone and a semitone. | 


This scale contains all the notes, natural, flat and 
sharp,to D above the second leger line. 
fj , 





MINOR THIRD. 



























en Be Ee Oe 
hore ke tet 


The relative minor of a major key has the same fA itp F798 — eo — 4 FE 





nuinber of sharps or flats, and is found one minor 
third below the key note. 


MINOR SCALES. 
E MINOR. 











CHORDS. 


CHORDS, or double notes, are written one above the 
other, and can be played upon the Banjo, Guitar, Violin, 
- Piano, Organ, &e. In musie for the Flute, Clarionet, 
Fife, &c., the upper note only must be played. 
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CHAPTER lI. 





The Instrument and its Principles. 
SOME USEFUL HINTS TO STUDENTS. | 
WE purpose in this work to begin at the beginning and work up; to start at the foot of the 
ladder and mount, round by round, until the top is reached. As the cook book begins its 
receipt, “first catch your hare,”.so we commence—“first select your instrument,” and remember that 
“the best is none too good.” | 


Get the Best Banjo. 

There are many reasons why the student should do this, and they need no special enumeration, 
They will cost less in the end, as cheap instruments are always dear as they are constantly getting 
out of repair, a good one will be more exact in tone and above all, by its excellent qualities, it will 
bring to the drudgery of the rudimental detail that charm which alone can secure the interest of the 
pupil and ensure practice. Get the Best—and that, everybody will tell you, is “Dobson’s Victor 
Banjo.” It has no superior—in fact, it scarcely has a rival worthy being classed as such and is 
always reliable. 

























































































“Victor” Concert Banjo, Mo. 5. In numerous styles. 





Repairing, Fretting and Heading. 

It has been customary for text-books heretofore, to give a chapter of instruction to pupils 
about repairs, etc. This we believe, to be a rule that will be more “honored in the breach than the 
observance” We are not giving instructions to future banjo makers, but to prospective banjo players 
and the question of repairs does not fall within their province. !f your instrument loses a fret, don’t 
“fret” about it yourself-—it will do no good. If it loses a head, don’t lose your own, but take or send 
it to some man whose business it is to do such work and let him attend to it. He will do it far better 
than you possibly can, and at a less cost, thus saving all your time and patience for the study of the 
instrument. “Every man to his trade,” you know, and certainly he who has devoted his time to this 
line of business, should be able to do a better job than you can, 


| TEy 


The Strings. 
In buying strings, niake a careful selection and be sure to get gOOd ones—those of, an infe- 
rior grade are dear at any price. 
These are as follows:—Ist, B. 2d Gsharp. 34,E. 4th, A, 5th, K. 
These strings are now manufactured expressly for the banjo and buyers have only to name 


the number of the string reduired. 


Tuning. ) | 
This is a most essential thing, as accuracy of tone is of paramount importance. The slightest 
variation from the exact pitch is not only discordant and unpleasant to listen to, but if persistec in, 


has a tendency to deaden the susceptibility of the ear until it becomes maccurate. Therefore the — 


greatest care should always be used to ensure perfection in tuning. This should be done as follows: 
Use an A pitch-pipe or tuning-fork, and tune the fourth or A string. ‘Then place the second finger 
on the seventh fret of the fourth string, and tune the third string in unison, thus making the string ' 
tuned to E. Place the second finger on the fourth fret of third string, and tune to unison or G sharps 
‘Then place the finger, as before, on third fret of second string and tune first string to this, making 
the tone B. Place the nnger on fifth fret of first string, the unison of which will be E, one octave 
above that string, to which tune the fifth string. Be very particular in these several tunings to get 
the tone exactly right. This is very important. Before tuning, the bridge should be carefully 


adjusted, by placing it on the head of the banjo directly in front of the tail-piece about one-third the 


distance from the edge of the hoop across the centre of the head This will be found to be-a spot as 
far from the 12th fret as the 12th fret is from the nut. When the right spot has been determined, 
mark the place carefully in order that the Lridge may always occupy precisely the same place, thus 
ensuring an even tension upon all the strings at all times. The following diagram gives the tones of 
open strings, with an exercise in same notes. | . 

















2A: 4th string. ard. —— 1st. | 5th. 
= = 
st 


EXERCISE. 


Two fingers down. 


Open, amnemeenenms | a oe eal 





OF 


Position of Instrument. 

- Place the body in an easy position, the left foot resting flat.on the floor, the right foot being 
slightly elevated on the ball. Rest the rim of the hoop hghtly but firmly against the centre of the 
right thigh, holding it in position by pressing the head against the right breast. The handle should 
be inclined slightly toward the left shoulder, the neck resting easily in the hollow of the left hand, 
the thumb on the upper, or side next the body, so that the hand may run easily up and down the 
handle in changing positions. The first and second fingers should be poised naturally above the 


second and first strings, to ensure prompt and accurate stopping. Rest the right arm lightly on the 


rim, so that the hand will be immediately in front of the bridge, the little finger-tip resting on the 
head of the instrument near the bridge, the other fingers drooping easily over the several strings. 
Particular attention should be given these directions, as an easy position is all-important. See plate 1. 
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Benjamin Dobson. 


“Plate 1. Showing the perfect manner of holding the banjo in the 
first position. — 


Methods of Playing. 

Upon this point whole volumes might be written and many learned treatises enumerated, 
leaving the student not further advanced perhaps, than at the outset, Asa well-known musical 
authority once remarked “in order to arrive at any certain point it will be necessary to go there,” 
and what is true in physical, is equally true of other ethics. Suffice it then, under this head, to merely 
allude to the several schools of banjo practice and brieflly point out their characteristics. | 

It has been said that the difference between a fiddle and a violin is in the player—one “fiddles,” 
while the other is a violinist. So with the banjo—one picks upon it and the other picks it. One 
“twangs,” and the other “plays.” The old school performers, of whom mcntion has been made, were 
the exponents of the first system; while the refined, modern school now in vogue finds its exponents 
among the class who “play.” Picking the strings in the same manner used in playing the guitar, is 
the only school by which expression, feeling, sentiment, may be dynamically portrayed, while free 
hand stroke playing is well adapted to rollicking fun, power and general humor. In short, the first 
may be styled “the guitar style,” adapted to the production of expressive, melodic compositions, while 
the other is “the banjo style,” for compositions of a jollier, more free-and-easy order of work. A 
knowledge of both these schools is imperative, in order that the performer may be able to produce all 
needed expression and effects. We give instructions and exercises in both these. 


The Stroke. 

To effect “the stroke” the hand must be partially closed, the fore-finger near the palm (an 
inch and a half from the thumb,) each of the other fingers being gradually further from the palm. 
Notes to be made by the thumb are marked thus: x. those to be made by the nail of the fore-finger 
are described by the letter N. 


Amusement Exercise In Tur STROKE. 
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The Guitar Style. Picking. 

This is the style best adapted to the best in expression and since the great improvements in- 
troduced by Mr, Dobson, who fifteen years ago added raised frets to the banjo neck, is the school 
most commonly used by the best teachers. In using this style, the position is necessarily somewhat 
different from that required in “the stroke.” Observe carefully the following directions 

Rest the right hand lightly and naturally upon the parchment head as before instructed, the 
hand supported by the little finger. Pick the first string with the second finger, the second string 
with the first finger, while the thumb will be used for the remaining three strings. For chords, glide 
the thumb quickly over the fourth and third strings, at the same time picking the first and second 
strings with the proper fingers. 
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EXAMPLE 1. 





The Barre. 

This term is used to express, not a principle, Lut a situation, or “position.” It simply means 
the placing of the fore-finger across the finger-board at any required fret, the strings being firmly 
pressed against the board to guard against rattling and to ensure a strong, accurate tone. While 
making the barre the thumb is dropped under the neck of the instrument, while the elbow is carried 
away from the side. See plate 2. 


Example of B Example of Barre ben ‘ore=~ 
ae oe Br and of Be finger. i 


Se) gS 

















The ‘Positions. 

This term relates to the arrangement of the fingers of the left hand while stopping. The 
positions receive their distinctive names from the fret at which the chord is held; thus, a chord held 
at the fifth fret, is called the fifth position; at the seventh fret, the seventh position, etc. In shifting 
positions the left hand is slipped quickly to the required fret and the stopping must be rapidly and 
accurately made as false or weak stopping is fatal to all melodic progression. 


Examples of the Barre. 


Sth Pos. Barre. Sth Pos, Barre. 7th a Barre. 8th. aoe: 
ga A —— ed — Ig =— =] 


et 6 — 
Oem 


= aoe 
Note.— The last chord is sat a @ Barve, but a Position, being used merely to complete the NemGenCe: 














Harmonies. 

These are best made at certain frets, viz.—the fifth, seventh and twelfth, though they are 
possible elsewhere. But as these are far the clearest they are the ones most commonly used. Har- 
monies, to be successfully made, require great care. To ensure accuracy the utmost precision as to 
_ the proper place for the “arse stopping” and the touch are required. The tones are made thus:— 
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Benjamin Dobson. 


Plate 2. Showing the perfect manner of holding the banjo in 
making the barre chord. 


Place the left fore-finger lightly on the string-at the point where the stop would be made if the barre 
were desired, touch the string gently with the right hand and the stroke thus rendered, will produce 
a soft, sweet, singing tone, an octave above the tone actually belonging to the point where the stop 
is made. These tones are very clear and pleasing if accurately made, but should not be too commonly 


used or carelessly attempted. 


Preliminary Finger Practice. 

Often when the student desires or proposes to resime practice, he finds his fingers are naturally 
stiff and clumsy. To do away with this, a little preliminary working of the fingers and joints will 
be found very effective in producing the deqied limberness. But after practice has once commenced 
all these gyrations should stop, or the student will gradually work himself into an awkwardness in 
stopping that will be fatal to accuracy. Make no motion with any finger until the 
required stop is to be made, then place the fingers where it is desired, making but one 
motion, and that a quick, firm and accurate one. 

To acquire facility in fingering and accuracy in stopping a silent exercise may be adopted— 
that is, use the fingers in stopping, but without vibrating the strings with the righthand. The result 
of this exercise will be, the left hand will become flexible, active and accurate, while the ear will not 
be offended by the wrong and imperfect tones imevitakle to all beginners. 
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Chapter Three. 


Tue Bango ILLUSTRATED. 


- SCALES, CHoRDS ete. Shown in Diagrams. 
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Tue Drarontc ScALE ON THE FINGER-BOARD. 


Ast.Fret. 





055 - 96 


| | | | SCALE in A MAgor, with Three Sharps. | 
Showing the Positions of the Notes on the Finger - Board, marked’ for Right Hand fingering. 
| , | . ist String. 9 10 
a i 


5th String, ath String. 3d String. 2d String. - 












Exercises IN THE Key or A Magor, ScaLE AND CHORDS. 


4th String. ‘3d String. 2d String. | 3d String. 4th String. 


















ScALE in E Magor. Four Sharps. 


sth String, 4thString. —-3d String. _ 2d String. ist String. 
Ae | ing 





|} Exercises in THE Key or E Magor, Scane anp Cuorps. 


' 3aString, 2d String, 1st String, 2dString. 3d String 
0 1 1 Oo __ 0. 
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Exercises IN THE Key or D Mason, Scaue anp Cuorps. 


4thString, 3d String. 2d String. ist String. _ _ 2d String. 3d String. 4th String. 
3 : 
; > Ao. 5 
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fy 528 2 ee 
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1st String. % 
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Exercises in THE Key or F# Minor, Scare anp Crorps, = ™ 
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EXERCISES IN THE Key or A Minor. SCALE AND CHORDS. 


4th String. $d Stri a 2d String. . fa String. 5 e 4th String. 
__3 5 0 1 O.. 5 : 








BO _. SCALEs. 


-ScALE in C Magor. Natural. 


py sthString, 3d String. 2dString.. istString, ad String. 3d String. _4th String. 























SCALE in & + Mason. One Sharp. - * ScanE in D Magor. Two Sharps. 
,3d String. 2d String. | tt String, , ith String, 3dString. 2d String, 1st String. 















SCALE in A Magor. Three Sharps. | * ° ScaLE in E Magor. Four Sharps. 
4} 4th String. 3d String. 2d String. 3d String. 2d String, ist String. 





ca _) 
SCALE in B Mason. Five Sharps. ScALE in F# Magor. Six Sharps. 
; 3d String. 2d String, 1stString 9) 3d String. 2d String. 1st String. 







gece in F MAgor., One Flat. . | eee in Bb Mayor. Two Flats. 
3d. (3d String. 2d String, istString, 5thString. 1st String, 4th String. 3d String. 2d. String. . 








CHROMATIC SCALE. | 
Chromatic’ Scale ee with Sharps. 
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Amusements In A Magor. 
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AMUSEMENTS IN D Magor. 
NO. 
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Chapter Four. 


The Scale of A Major _ the Natural Key of the Banjo. _ Also a Collection of | 
easy Exercises and Pieces for the Beginner. 


THE SCALE OF A MAJOR, IN SECTIONS. 


The first four notes of the scale are all made on the fourth string, and are represented below the staff. 
They are the only notes that cannot be duplicated on any other fret or position. | 

These four notes must be committed to memory, (before going to the next string,) the literal name, also,at 
what fret each note is made on the finger - board, also, the position of the note on the staff, and the fingers of the 
left hand that stops it, must be committed at one and the same time, practically and theoretically. 

A zero above the note indicates an open string; a single figure indicates the finger of the left hand and fret 
at which it is stopped: of two figures the upper one indicates the fret, the lower one the finger of the left hand . 
that stops the string. . 


2d String. 


Oo 2 2 A Finger. 
















a Bde D 


Ist String. 3 5th String. 
© 2 4 ° 


E : 
x 


RIGHT HAND FINGERING. 





The x indieates the thumb of the right hand — The dots indicate the fingers of the right hand — One dot » for 


the first finger, two dots for the second finger. 


_ FIRST AMUSEMENT. (Exercise. 
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THIRD AMUSEMENT. (J 
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FOURTH AMUSEMENT. 


( Jig.) 





FIFTH AMUSEMENT. (Waltz, - 


SIXTH AMUSEMENT. (Jig.) 











SEVENTH AMUSEMENT.(Yankee Doodle.) 
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EIGHTH AMUSEMENT. 
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(My Love she’s, but a Lassie yet.) 


NINTH AMUSEMENT. (Comin’ thro’ the Rye.) 








TENTH AMUSEMENT. 
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ELEVENTH AMUSEMENT.(Star Spangled Banner. 
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TWELFTH AMUSEMENT. 
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THIRTEENTH AMUSEMENT. (Waltz.) 
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FOURTEENTH AMUSEMENT. 
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Introducing F $ Minor. 
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SIXTEENTH AMUSEMENT 
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: {Pos. Barre. 





SEVENTEENTH AMUSEMENT. (Scotch Dance.) 
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EIGHTEENTH AMUSEMENT. ( Waltz.) 














H.A.TUCKER. 


NINETEENTH’ AMUSEMENT. (Sanford Polka.) 














TWENTIETH AMUSEMENT. ( Polka.) 


-TWENTY- FIRST AMUSEMENT. ( Fandango.) 








Tune 4thto B. 
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‘'TWENTY- SECOND AMUSEMENT. (Polka.) 


See Plate 2, Page {1. 


Introducing the Barres and Harmonies. 
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2d Position. 
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GEORGE ©. DOBSON. 


(Polka 


2d Pos.Barre. 
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THIRD AMUSEMENT 
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2d Pos.Barre. 
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FOURTH AMUSEMENT 
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INTRODUCTION. » 
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Chapter Five | | 
MISCELLANEOUS COMPOSITIONS BY THE AUTHOR AND OTHERS. 


S MARCH 


BENNIE DOBSON 
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“VICTOR’ GRAND MARCH 


GEORGE C. DOBSON 


INTROD. Brillante — a Ethos. 
Se 
















« x a I” OT ae EE, SK Fe re ttte EL P| 
yt ZY TT A ee 2 -~ ‘id Ee 

(ae ae ya kta | | hohe —— 6 OH hh 

: a a ay ca A pe FD er th rt a - 











Entered according to Act of Congress in the year MDCCCLXXXVITI, by W hite, Smith &Co.,in the Of fice of the Librarian of Congress 


at Washington. , 
2183 + 5 





91 










. | ; Em 
ee, ee ee ee Ce. “0 Be ee A a 





Sth. Pos. : 


A SALE SLE: DS TS RG EAE DE WA - 
I CE 
menacing EZ ES 
| 








@ - 
gsi TT he ae oe _ mg ON 

| | etl fe te yd leg a a a ae y 
— -_ wn ae be oe 








Ee ae SE aa 

en 2 a eee AeA 

ae et et yo Tey ei 
"en atin _e TA i A a Ee ye | 





7183 +5 


92 Allegro. 
. (This strain, stroke. ) 
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MELODY. 
(To be played by the tremolo all on the 3d. String.) 


GEO. C. DOBSON. 


Andante con espress. 
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Standard Banjo Methods 


White’s EXCELSIOR METHOD. Oe ° 


A thoroughly progressige work and one that will meet 
the requirements of any beginner. PRICE, iS 
PAPER, 75 CENTS. 


STAR INSTRUCTOR. 


By GEO. 0. DOBSON. Full directions how to play the 
banjo without study or learning notes. Also contains 
&@ large number of simplified tunes. PRICE, 
PAPER, 25 CENTS. 


ea 20 8 


Shay’s BANJO SCHOOL. Filso 


The object of this work is to provide the public with 


@ System so simple that any person can understand its * 
fundamenta! principles ‘at once. PRICES, 
PAPER, 75 CENTS; BOARDS, $1.00. 


| ee | of aus 
WORLD’S BANJO GUIDE. 


| a 
By GEO. C. DOBSON. This guide is confidently sub- : 
mitted to the public as a work in every respect worthy 
the attention of all those interested in the study of R 
the banjo. PRICE, BOARDS, $1.00. 


ee @ @ 


COMPLETE INSTRUCTOR. Music 


By GEO. C. DOBSON, with an authentic history of 
the instrument ; also new and “snappy ” music, com- 
posed and arranged expressly for this work. PRICE, 
BOARDS, $1.00. 


The elements of music, a treatise on the banjo and 3 @) 
how to play it, together with a large collection of e 


eo 2 2@ 


Geo, C. Dobson’s NEW SCHOOL. 


Contains regular instruction, and also an addenda 
giving a method for playing the banjo at sight, with- 
outstudy. PRICE, PAPER, 75 CENTS. 


eee 


NATIONAL BANJO METHOD. 


By GEO. C. DOBSON. Contents: Part 1, elementary 
course; Part 2, thirteen pieces for beginners; Part 3, 
one hundred instrumental selections and eleven songs 
ba neg accompaniment. PRICE, BOARDS, 


ee @ 


Easy Method for the BANJO BY EAR 
Without Learning Notes, 


By GEO. C. DOBSON. PRICE, PAPER, 50 
CENTS. 


ea ~o @ 


Geo. €. Dobson & Sons’ 
ROYAL BANJO TUTOR,.... 


A work expressly designed for the beginner. 


pieces make up the volume. PRICE, PAPER, 
$1.00. PRICE, PAPER, 75 CENTS 


td 


eae @ 


CHOIGE BANJO DUETTS. 


@ 2 @ 


VICTOR BANJO MANUAL, 


By GEO. C, DOBSON. A THEORETICAL and FOR SALE BY ALL. Composed and arranged by GEO. BARKER, 
PRACTICAL work of the greatest value to students. MUS IC DE ALE RS PRICE, . S 
PRICE, BOARDS, $1.00. ! 5 
OR, fs 6 He He ee 8 
eee THE PUBLISHERS 
THE BANJO COMPANION. 
s 3 r 
A new collection of selected music for 1, 2,3 and 4 
Winner § NEW AMERICAN SCHOOL. i nanion oe also Lae under the eee title a col- 
i lection of songs w: anjo accompaniment. ease 
SpAPRING: Peri Foe Poe ieee me rd S P siate when ordering whieh you desiro, vocal or instru- 
:. ? 
PAPER, 50 CENTS. (ey (Ol mental. PRICES, PAPER, 50 CENTS; 


BUARDS, $1.00. 


ey 
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